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So,a this is reallyb what 
it’s all about,c as far 
as I can tell,d at the 
moment:e exploring1 
the complexity2 of 
social experience,3 as a 
communication design4 
practitioner,5 through 
collaborative6 projects.7
a: Meaning at the end 
of this study. It’s like 
the end of a pause. The 
other side of an ellipsis. 
I’ve explained this stuff 
to so many people over 
the last few years. And 
so many people have 
explained it to me. Their 
explanations have often 
been more succinct than 
mine, but that’s not really 
the point. Because no 
matter how succinct, 
nothing has quite fit. This 
is, perhaps, because what 
I’m trying to do here (to 
paraphrase BS Johnson) 
is chart a map of some 
areas of the inside of 
my skull. And whilst I 
have some pretensions 
about my writing, I am 
not a writer. It’s not my 
strength.
b: What do I mean by 
really? Do I mean ‘this 
is really what it’s all 
about’ the way Rick from 
The Young Ones would 
say it? All full of belief 
(but still, somehow, 
not convinced)? Or 
more the way Alain de 
Botton would say it? As 
a summative adverb (but 
aware of the dangers of 
summation)? Well, really, 
the second. I think.
c: All, in this sense, is a 
difficult word. For me 
this is both over and 
under stated. By all I 
mean, of course, all that 
is contained within the 
small confines of this 
study. But at the same 
time, this study has 
become so intertwined 
with the way I think 
about things that it does 
attempt to encompass 
all that I do. It’s not a 
manifesto. But it is. 
d: Fallibility is a given. 
As are shortcomings, 
oversights and 
inconsistencies. These 
are things that I’ve 
learnt from people. And 
about people.* But also 
things that I’ve learnt to 
embrace more thoroughly 
through this study. I 
know my views will 
change. I hope they will.
e: 7.53pm, Friday the 
25th of August, 2006 
(this is when I have 
begun making the print-
ready PDFs).
*
I am wholly implicated in the 
use of the term ‘people’.
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1—Exploring
Various methodologies have been present throughout the course of the 
last four years. Some have been more deliberate than others. As my dia-
grams point out, I’ve done a fair amount of wandering1 (albeit wandering 
from an intended path)2. But this seems to be a natural path for me to 
take. And I’ve discovered that it’s only through doing, that I seem able to 
thoroughly reflect3 on things done.4 I learn a lot through reading, looking 
and listening,5 but it’s hard to say whether this learning takes place at the 
time or later, when this absorbed material becomes active in a conver-
sation6 or collaboration.7 I would say, on reflection, that the latter is the 
case. It’s at this stage the ideas are tested and played with,8 that what I’ve 
absorbed can run through the framework that surrounds such a project 
and see if there is a place for it (or for my idea of it). I wonder what hap-
pens to the stuff that doesn’t come out the other end… am I retaining it? 
Or is it disappearing?
1:2—Planning
Originally I set out to make myself be 
political. That was my plan. Of course, 
there was more to it than that at the time, 
but really, that was the crux of it. There 
were lots of reasons for this, and some 
of them had to do with my views on the 
relationship between graphic design and 
politics (but more on that later). My 
initial planning, after a research methods 
class, too much reading and an initial 
proposal that I didn’t understand all that 
well, was to do an humanities degree 
and come back to this masters. After 
I realised this was unfeasible, through 
much discussion with my supervisor, I 
began, with the parts that felt right about 
my proposal, to plan and make projects 
that explored these ideas.
My attempts to follow an action research 
methodology took on their own idiosyn-
crasies as I realised more about myself 
as a reflective practitioner (see 1:3), and 
also as I came to terms with a dawn-
ing realisation about the way that I take 
in information (see 1:5). I also became 
aware that if I was between projects, my 
reading/viewing/talking/walking, would 
accumulate, but not necessarily become 
useful to my study. It was only through 
making that these absorbed ideas would 
become useful to my study and to my 
reflection and planning. So it was with 
the projects documented here that I proc-
essed this reference material through the 
framework of my study. 
It was through these realisations that I 
came across a hybrid version of the plan-
ning/action/reflection cycle of an action 
research methodology. My consumption 
of reference material; either textual, film-
ic, conversational, designed or artistic (or 
a combination of any of these), became a 
parallel to the planning and initiation of 
projects—although not always a synchro-
nous parallel. These parallel streams (that 
overlapped often) account for planning, 
action and reflection, but in a non-linear, 
fluid structure. This fluid approach to ac-
tion research has been, to me, necessary 
in the formulation of this research and its 
ongoing progress. This is evident in the 
revisions to and evolution of the project’s 
aims and practices.* Also woven through-
out this process, as important methodo-
logical catalysts, are the collaborative 
situations that I sought out. These are the 
stitches that bind this seemingly haphaz-
ard assemblage together (this is discussed 
further below).
1:3—Reflection
Over the course of this study I have come 
to realise many things about the way 
that I work. But one of the most crucial 
realisations for my research has been 
about the way that I work as a reflec-
tive practitioner. As the projects of this 
study progressed, whether time passed 
between finishing and starting, or if the 
projects overlapped, I found that a fin-
ished project would be somewhat closed 
to me until I started on another. This 
lack of reflection irked me, as I believed 
in the action research methodology and I 
thought it important to be able to reflect 
on a project in order to start a new one.† 
I found that I was starting a new project 
feeling guilty that I hadn’t thought about 
the previous one enough and apprehen-
sive that I wouldn’t get enough out of the 
new one. It was only after surveying sev-
eral projects together that I could observe 
the progression of thought evident and 
reflect on the process rather than each 
project as a fixed and closed whole. This 
new (to me) idea of ‘reflection in action’‡ 
opened up years of studio experience in 
which I had felt similarly challenged. I 
had developed, over these years, a way of 
working whilst keeping other projects just 
out of sight—in my peripheral vision, so 
to speak. And whilst this seemd to work, I 
was always uncertain of its legitimacy.
The point at which this idea became solid 
was in the overlap of three projects to-
wards the end of this study. I had very re-
cently finished working on Dear John and 
was developing two new projects, one that 
I saw as my major project (a still untitled 
comic/installation work), and one that I 
had initiated with a small group of friends 
(Is Not Magazine). The conflicts between 
my approaches to these two new projects 
and the different processes that were 
involved in their conception, drew into 
sharp focus the values and disadvantages 
of the Dear John project. This realisation 
led me to take on Is Not Magazine as my 
major project and legitimised, for me, the 
relationship between reflection and action 
in my practice.
Another reflective methodology of great 
importance that developed (or that be-
came clear to me) during this study was 
collaboration—or the particular collabo-
rative situations I was involved in. The 
ongoing, incessant process of discussing, 
making, critiquing, disagreeing, agreeing, 
making, etcetera, enforces the close scru-
tiny of the project at hand, but also calls 
into the equation the history and experi-
ences of the participants.
1:1—Wandering
A work in progress, under constant revision.
*
BegININg
Title: graphic Activism: 
An investigation in aligning 
social and political beliefs 
with graphic output.
Research Questions:
1. In what unique ways 
can contemporary graphic 
design contribute to socio-
political debate?
2. What processes and 
methods can graphic de-
sign co-opt from other dis-
ciplines to engage laterally 
with socio-political issues?
3. What contributes to 
graphic designers’ reluc-
tance to producing socio-
political relevance?
eND
Title: Citizen Designer: 
Complexity, Collabora-
tion & Communication in 
Social, Cultural & Political 
experience.
Research Questions: 
1. How might Commu-
nication Design critically 
engage with social com-
plexity, whilst remaining 
grounded in everyday 
experience?
2. What project-based 
working methods can be 
used to explore complexity 
as a means of stimulating 
dialogue and critique?
Research Proposition:
My practice is the best 
means I have to explore 
and engage with roles and 
activities in my evolving 
conception of my society 
and my world.
†
I have an image of myself 
placing a freshly minted 
project on a mantelpiece, 
sitting down comfortably 
in a corner chair and, chin 
in hand, staring fixedly at 
it in order to penetrate 
its hidden reserves of 
personal insight.
‡
A phrase coined by 
Donald Schon - see 1:5
so this is me, wandering through my 
research adventure, with momentum, 
but questionable direction…
this metaphor works with the laws of 
physics: planets are ideas that i am, or 
have been, attracted to.
so my discoveries are influenced by 
the gravitational forces around me, 
and on occasion i’ve been sent off 
course by sharp fragments of unre-
lated ideas. This can be painful.
but something i realised while draw-
ing this is that there should be other 
people in the picture. so imagine there 
are other little space crafts, and 
along the way we’ve built a couple of 
space stations together.
the other thing 
that i realised 
didn’t make sense 
while i was doing 
that last comic/
metaphor/dia-
gram was that it 
seemed too much 
as though I was 
wandering around 
in a fixed space. 
even though it’s 
a solar system, 
it’s still finite. 
‘so what’s wrong 
with finite?’ you 
might ask. plenty.
these maps/dia-
grams show how 
the solar system 
i’m working within 
has evolved over 
the course of the 
study. some plan-
ets have moved to 
the centre, some to 
the periphery. some 
have changed name 
altogether. 
quite importantly, 
the planet so-
cial/political has 
ceased to be a 
planet at all. this 
is because it’s ac-
tually now moved 
from foreground 
to background. 
it’s now part of 
the fabric of the 
universe, not a 
planet to be stud-
ied in isolation.
meanwhile…
Stuart Ian Geddes
Master of Design 
(Communication Design)
RMIT University
2006
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*
graduate Research Confer-
ence, held every semester by the 
RMIT School of Architecture 
and Design, where Masters and 
PhD Candidates present their 
research.
†
Disclaimer comics, Meanwhile 
and Moth exhibition. See 
7:2–7:4, page 8
1:6—Talking
As is to be expected, conversations with peers, 
critics, friends and total strangers have been 
some of the most revelatory as well as some of 
the most misleading experiences of this study. 
I can’t over-emphasise this point, particularly 
considering the emphasis I place on people 
throughout this research. 
The bold new directions that Anne Burdick, 
Linda Van Deursen, Paul elliman and Michael 
Worthington have sent me on; the fine detail 
and clarifying queries that my masters group 
and friends have sought from me; the multi-
faceted hands of Lisa grocott, Cameron Tonk-
inwise and Laurene Vaughan in this project are 
both invisible and obvious; the many critics 
and audience members from gRC* Panels…
I don’t know how that turned into an Oscars 
speech, but I suppose the point is that through 
me this project is wholly in existence because  
 
of the large and small input of all of these 
people, many others, and the strangers and 
acquaintances who have been foolish enough 
to ask me ‘so what’s your masters about?’ over 
the last four years.
1:7—Collaboration
See 6–6:5 starting on page 7.
1:8—Tested and played with
On reflection, it now seems to me that the 
projects that have been the basis of this study 
have worked in three distinct ways. Firstly, No 
One is an Island—as predominantly a Studio 
Anybody project—acted as a launching pad,  
a stepping-off point into the study. It repre-
sents, really, my history at the studio and the 
influence the studio made on my entrance into 
this study. The three projects that followed†  
I now see as transitional projects. They were 
the shaky bridge that I traversed to get a  
 
glimpse over the vertiginous terrain I was sur-
veying. Vertigo set in often during this period. 
And finally Dear John and Is Not Magazine 
are projects during which my research started 
making sense to me and I was able to identify 
my area of interest more thoroughly and inves-
tigate it in more depth. The comic/installation 
work that lies in between Dear John and Is 
Not Magazine seems to me now like a tempo-
rary throwback to the middle three projects 
(albeit with a greater understanding of what I 
was interested in).
While all of these projects explore various 
ideas and forms, these three projects, in their 
various failures and unsatisfactory processes, 
taught me what I was not interested in, what 
I thought was irrelevant to this study, they 
helped define the parameters. In this sense, 
they are simultaneously the least and the most 
important projects of the study.
1:4—Things done
See 7–7:7 starting on page 8.
1:5—Reading, looking and listening
This is the tiniest, most selective list of 
references and influences for this study. 
As you will have guessed by now, I could 
fill this document with tiny text and not 
be satisfied that I have included enough 
of the things I have read, looked at and 
listened to that have had some influence 
over this study. Sorry.
2—Complexity
What a difficult thing to write a paragraph about. Complexity, to me, is 
best explained as… maybe using an example will be best… maybe I’ve 
got some leftover protestant work ethic idea of worth coming through 
difficulty. I don’t know. I suppose the closest I can get to it is by pointing 
in several directions (which is probably quite fitting): my recollections of 
my own thoughts in the days following the 11th of September 2001;1 the 
artwork of Matthew Ritchie;2 Life, A Users Manual by Georges Perec;3 
and the use of the term ‘Baroque’ by Deleuze.4 These, in combination, ex-
emplify this idea of complexity, for me.
But what is it that I enjoy about this? There is a thread of unchecked 
compulsion that links these ideas. Whether represented through thought 
or action, there is a patterned, systemic growth that identifies them as 
being of the same ilk. And also, in me, they inspire a requirement to make. 
Either in reaction or in harmony, making work helps me process and 
understand these ideas. In a way, when complex systems5 and typologies 
are at play, making something will necessarily place it in relation to other 
things or ideas.
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• Heller, S 2003, Merz to Émigré, 
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ity, Champion of enlightenment’ in 
Matthew Ritchie: Proposition Player, 
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Concise History, Thames and Hud-
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T (dir), Screened internationally, 
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ist, Fantagraphics Books, Seattle
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graphic Books, Seattle
• Safran Foer, J 2005, Extreme-
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Houghton Mifflin, Boston
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titioner: How Professionals Think in 
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Also, following is a list of people 
who (or whose works) have been an 
influence somewhere along the way. 
This list should be a lot longer.
• Burdick, Anne—see http://www.
burdickoffices.com/
• Droog Design—see http://www.
designmuseum.org/design/droog 
and http://www.droogdesign.nl/
• Eggers, Dave—see http://
en.wikipedia.org/wiki/Dave_eggers 
and McSweeneys—see http://www.
mcsweeneys.net/
• Elliman, Paul—see http://www.
typotheque.com/site/author.
php?id=50
• Eno, Brian—see http://
www.allmusic.com/cg/
amg.dll?p=amg&sql=11:
apm1z85ajyv5~T1 
• Graphic Thought Facility—see 
http://www.graphicthoughtfacility.
com/ and http://www.eyemagazine.
com/feature.php?id=5&fid=7
• McGee, Barry—see http://en. 
wikipedia.org/wiki/Barry_Mcgee
• Mooren, Maureen + Van Der 
Velden, Daniel—see http://www.
designmuseum.org/design/maureen-
mooren-daniel-van-der-velden
• Richter, Gerhard Atlas—see http://
www.diacenter.org/exhibs/richter/
atlas/essay.html
• Van Bennekom, Jop—see http://
www.designmuseum.org/design/jop-
van-bennekom
• Worthington, Michael—see 
http://aigany.org/events/details/
?event=06T5
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2:1—The 11th of September, 2001 
I have the strongest memory of my own horror 
in the days following the 11th of September 
2001. Not horror for the deaths of people in 
the World Trade Centre in New York. Nor for 
the passengers on the aeroplanes that crashed 
into the buildings. Nor for the people who 
were driven to commit such acts. My horror 
came from a mounting realisation of the com-
plexity of the situation. One thought would 
lead to another, which would lead to another. I 
was constantly beset by the palpable web—the 
conceptual tapestry—that made up the past, 
present and future of the situation. I couldn’t 
go twenty minutes without a new thought 
that would add an entirely new colour, ten-
sion, pattern to my picture of things. Overall, 
I could see no beginning and no end to the 
event—just a knot of terrible threads that had 
somehow lead to this point (and lead away 
from it).
2:2—Matthew Ritchie
Two excerpts from Proposition Player: †
“At game time, Matthew Ritchie showed up on 
the field with an array of discarded college text 
books, forty-nine fictional characters taken 
from history, science, mythology, and assorted 
religions, an outmoded palette of colours, and 
an inordinate amount of energy. It was an in-
auspicious beginning, to say the least. Yet he 
stood his ground and set out to create a map 
of everything–a map of everything from the 
big bang to the present. The crowd was be-
mused and skeptical. Who was this artist, de-
claring under the harsh glare of the contempo-
rary art world’s stadium lights that he, that he, 
was going to create a body of work that en-
capsulated a history of the universe? And with 
such hopelessly outdated equipment, no less.  
 
Needless to say, the money wasn’t on Ritchie 
succeeding, but you had to admire the young 
fellow’s gumption, so we stayed and watched. 
And were we ever richly rewarded.” From 
Knight of Infinity, Champion of enlighten-
ment by Lynn M. Herbert †
“Over the last several years Matthew Ritchie’s 
art work has explored and documented the 
manifold creation myths of the universe: re-
ligious, scientific and mythological. Though 
it employs traditional practices of painting, 
sculpture, and drawing, Ritchie’s work extends 
to nontraditional installations that incorpo-
rate enormous light boxes, vinyl and pen wall 
drawings, books, and website projects. Short 
stories, written to accompany each body of 
work, reference pulp fiction, voodoo, folklore, 
and mythology, and cover topics ranging from 
love, horror, sex, and loss to gambling, quan-
tum physics, religion, and moral consequences 
(among other things). Ritchie distills these 
varied elements until they are compressed 
to their simplest form: information. For him, 
information is raw material to be dizzyingly 
mapped and diagrammed across and through 
his systems of colour, line, paint, metal, glass, 
and light. Just as Joseph Beuys mapped the 
“amorphous stuff of life” to delineate a desired 
clarity, Ritchie’s iconographic gestures pre-
scribe an analytical study of how information 
arranged itself in a closed system. Here, the 
system just happens to be a model of the for-
mation of the universe.
“Scientists posit that we can account for only 
five percent of the universe; if we open our 
eyes wide, Ritchie’s work allows us perhaps 
five percent more of the big picture, to see 
more of what surrounds us. Ritchie gives us 
some powerful tools for understanding the 
universe, one of the most difficult concepts 
we might ever wrap our brains around. Yet the 
documents created by his vast project are as 
much about incompleteness as they are about 
completeness. We propose that you use this 
colour-coded map of creation as a key to de-
ciphering the universe–a version of a version 
with vivid characters to cheer for and hiss at. 
This is just one way to tell it, and as Ritchie 
says, everything is true—except for the parts 
he made up.” From Five Percent More by 
Jenelle Porter †
2:3—Life, A Users Manual
For me, reading Life, A Users Manual was a 
revelation. The slowness of its unfolding, and 
the intricacy of its narrative were unlike any-
thing I had read. This was complexity embod-
ied in structure, form and content. But more; 
this was the poetic realisation of a work that 
grasped the necessary complexity of its con-
ception but didn’t yield to the potential to 
become clinically or lifelessly experimental. I 
could tell, throughout my reading, that there 
was a logic, a pattern to the movements of 
the observer/narrator. I had been told a little 
about the Oulipo group before I began read-
ing. But it was not until much later that struc-
ture was explained to me:
“The name gaspard Winckler reappears in 
Perec’s Life, A Users Manual, written over nine 
years and published in 1978, three years after 
W, or The Memory of Childhood, which compris-
es 99 chapters about the inhabitants of a ten 
storied building in Paris. The structure of this 
book is dictated by a famous chess problem: 
how to visit every square on the board using 
only the knight’s move.* The system alludes to 
the jigsaw puzzle or patchwork of the building 
and accords a structure whereby the everyday 
and arbitrary can find their place within the 
series of L-shaped steps from room to room. 
It is essentially a biographical study of the life 
of a fictional house, told through the stories 
of several generations over a hundred years.”  
From On Biography (Masculin) or Public Im-
age Limited by Stuart Bailey †
2:4—Baroque
Without any real comprehension of it, I like 
immensely the exploration of the idea of the 
Baroque by Deleuze.† I realise this is a quite 
dangerous and naive citing of ideas, but 
perhaps my idea of the baroque, formed by 
the merest exposure to his, is enough for my 
purposes.
What I like about the idea is this: that the ba-
roque can be thought of as a system. An ex-
plosive and ever-expanding system that mas-
ters space and form through effusion. It seems 
both curious and enthusiastic. It weaves and 
folds and extends beyond (in fact discards) 
the frame. It’s the tension created by some-
thing that seems chaotic, but through further 
inspection displays characteristics, personal-
ity. Something that is comprehensible, but not 
predictable. The mutability of form and ideas 
that this system presents is close to my every-
day experience and lends texture and reason 
to my chaos. As Helene Frichot said to me, 
it’s a seductive idea. I wonder, is that enough? 
Has that seduction caused in me enough use-
ful thought that I need not go further into it? I 
don’t know. You tell me.
2:5—Systems
Interestingly, all of these examples make more 
use of ideas of systems and patterns than they 
do of ideas of chaos. This is reflected in my 
ideas about communication design. It’s the 
systemic nature of humanity, or the use of 
systems to understand humanity, that feeds 
my ongoing interest in communication design. 
And particularly the idea of chance, mistakism 
and other critical and poetic devices emerg-
ing from broken or overflowing systems. This 
seems like a particularly human idea to me.
*
Called the Knight’s Tour:
The Knight’s Tour is a 
chess-based mathemati-
cal problem. A knight is 
placed on an empty chess-
board. The problem is 
that the knight has to visit 
every square on the board 
once, moving according to 
chess rules. There are over 
a billion different solutions 
to this problem and many 
of them involve the knight 
finishing at the square that 
it started on.
The above illustration is 
just one solution (with 
the knight starting on the 
square labelled 1, mov-
ing to 2, then 3, etc), but 
this specific sequence also 
yields a magic square. In 
mathematics, a magic 
square is a matrix of num-
bers that yields the same 
sum whenever any row or 
column is added up; the 
knight’s numbered moves 
shown above always add 
up to 260.
†
See 1:5
1 
Image sourced from 
http://www.spaceimaging.com/
gallery/9-11/wtc_1.htm
2
Image sourced from 
http://9-11-memorial.
com/photos/displayimage.
php?album=2&pos=33
3
Image sourced from 
http://www.spaceimaging.com/
gallery/9-11/wtc_3.htm
4—7
Images sourced from 
http://www.tba21.org/collection/
artists/?ritchie_matthew
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3—Social Experience
By this I mean our (or my) experience of society. I find it useful1 to break 
that down into two parts. Predominantly, for the purposes of this study, 
a society can be expressed culturally2 and politically.3 These parts are not 
separate, but overlapping. The most important part of this definition/
breakdown of society, is that it’s people-centric. I see the cultural and 
political as being deeply rooted in the interactions of people with other 
people, people with ideas and people with things. 
3:1—Useful
Useful in terms of expediency. And a good 
limiting factor in a project that tends towards 
sprawl and tangential exploration. That is why 
this section is so short—it needs to be.
3:2—Cultural
In looking at the OeD definition of culture,* 
I am drawn to the latin origins of the word, 
which are about growth and cultivation. This  
 
sits well with the first part of my split defini-
tion, in that it points to what is made by a 
society, or the people of that society.
3:3—Political
Again with the OeD,† but this time there 
are several useful definitions. Between 
politic, body politic, politics and political, you 
can get an idea of what I’m trying to get at.  
 
In particular, definition four of politics (the 
principles relating to or inherent in a sphere 
or activity, especially when concerned with 
power and status) seems important. It’s the 
use and misuse of this power that is so often 
the subject of the ‘political’ graphic design that 
is partly critiqued by the projects of this study. 
But also, importantly, the greek origin of 
politic is derived from the word for citizen.
*
culture
• noun 1 the arts and other 
manifestations of human intel-
lectual achievement regarded 
collectively. 2 a refined under-
standing or appreciation of this. 
3 the customs, institutions, and 
achievements of a particular 
nation, people, or group. 4 the 
cultivation of plants, breeding 
of animals, or production of 
cells or tissues. 5 a preparation 
of cells grown in an artificial 
medium containing nutrients.
• verb maintain (tissue cells, 
bacteria, etc.) in conditions suit-
able for growth.
- ORIgIN Latin cultura ‘growing, 
cultivation’, from colere ‘cultivate’.
†
politic
• adjective 1 (of an action) 
sensible and wise in the cir-
cumstances. 2 (also politick) 
archaic prudent and shrewd.
• verb (politicked, politick-
ing) often derogatory engage in 
political activity.
– ORIgIN greek politikos, from 
polites ‘citizen’.
body politic
• noun the people of a nation or 
society considered as an organ-
ised group of citizens.
politics
• plural noun usu. treated as 
sing. 1 the activities associ-
ated with governing a country 
or area, and with the political 
relations between states. 2 a 
particular set of political beliefs 
or principles. 3 activities aimed 
at gaining power within an 
organization: office politics. 4 the 
principles relating to or inherent 
in a sphere or activity, especially 
when concerned with power 
and status: the politics of gender.
political
• adjective 1 relating to the 
government or public affairs 
of a country. 2 related to or 
interested in politics. 3 chiefly 
derogatory acting in the inter-
ests of status within an organiza-
tion rather than on principle.
– DeRIVATIVeS politically 
adverb.
‡
There are other threads to be 
drawn into the profession of 
graphic design (there are texts 
citing the makers of stained 
glass windows, heraldic crests 
and other artisanal trades as 
predecessors to graphic design) 
but this isn’t that kind of mas-
ters—for the purposes of this 
argument, I’m interested in the 
circumstances of the profession-
alisation of graphic design.
4—Communication Design
What I’m proposing with this study is part of the evolution of the practice 
of graphic design to communication design. Graphic design amalgamat-
ed as a profession from a range of trades including typesetting & book 
design, commercial art (advertising & packaging design) and sign-writ-
ing. This really occurred in parallel with late 19th century and early 20th 
century modernism.‡ The ideological conditioning of graphic design has 
then been largely modernist. This has meant, for graphic design, privileg-
ing the ideal of the rational, objective, professional designer.1 Throughout 
this process of professionalisation, all the mystery and craft of these trades 
was reduced to supposedly objective problem solving. It could have been 
a science for all the bloody modernists cared.2
This modernist approach in graphic design has been broken down over the 
last 30 years or so, by many practitioners and critics, pursuing many dif-
ferent theoretical and formal objectives.3 The change of title from graphic 
design to communication design is significant in that it recognises the act 
of communication as being more pivotal to the profession than the form 
that communication takes. In fact, it implies that the form is subservi-
ent/reactive to the communication. This stands at the heart of what I am 
trying to get at (both as a researcher and a practitioner): communication 
design is embedded in communication—that most fundamental of hu-
man acts. 
Simple as this sounds, people stand at the heart of this study, in all their 
frailty, stupidity and greatness. This manifests itself in this study through 
opening the communication process up to others. Be they collaborators, 
participants or audiences.4 In particular, three of the projects that make 
up this study5 attempt to set up a framework that prompts thought, in-
teraction and discussion. This is explored through the collaborative proc-
ess6 as much as it is evident in the projects produced. 
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5—Practitioner
Me1, of course. This study has, almost above anything else, been about 
drawing together the different strands of a (seemingly) disparate practice. 
A practice that initially involved a studio,2 exhibitions/initiated projects3 
and teaching.4 There was a certain clunkiness to the way these related to 
one another. There were connections—but they more resembled a three-
legged monster† than a Morgan three-wheeler.‡
My practice now involves magazine art direction,5 magazine design and 
publishing,6 freelance design projects,7 design research8 and education.9 
When I list it like that it seems even more unwieldy than when I started, 
but these activities form a more cohesive and directional whole for me 
than I previously considered possible in my practice. They are now, on 
the surface, the activities of my practice. What lies beneath the surface is 
covered elsewhere in this document.10 
*
From Countering the Tradition 
of the Apolitical Designer by 
Catherine McCoy. See 1:5
†
Three-legged monster:
‡
Morgan three-wheeler:
5:1—Me
A work in progress, under constant revision.
5:2—Studio Anybody
The question pesters me: will Studio Anybody 
be my Beatles? My Joy Division? My Maxwell 
Demon? Studio Anybody is a seminal influence 
for me. It has shaped my expectations for prac-
tice and of practitioners. It allowed me to ex-
perience a studio environment that was unique 
simply because it existed outside the conven-
tions of studio practice, because we didn’t re-
ally know what those conventions were.
We started the studio at the end of 1998 and 
worked together, as five until mid 2004, and 
three until mid 2005. To begin with, Studio 
Anybody was a collection of practitioners who 
were uninterested in the options before them. 
We started, quite simply, with an interest in 
working together, collaboratively,§ and a fur-
ther interest in contemporary art practice.
So far, the story lacks a little originality. The 
things that made Studio Anybody work were: 
the generous and intelligent, well-rounded ap-
proach we developed to critiquing our work; 
the ongoing, methodical and critical self-ap-
praisal of how we worked; the changes we 
made to our work and our methods of working 
in light of critique and appraisal; how hard we 
worked; and how much we enjoyed working 
together.
A key means of learning to work together 
was that we began, early on, to initiate public 
projects. These began, I suppose, as public art 
projects, and became public design projects 
(the last of which was probably No One is an 
Island). One of the most important revisions 
we made during the course of these years, was 
to redress the imbalance in our affections giv-
en to studio projects over studio work. Slowly 
we were able to approach our commissioned 
projects with the same exploratory, critical and 
playful essay as we did our initiated projects.
We viewed these initiated projects as research 
activity, as we did, later on, the ongoing devel-
opment of the studio’s working practices. This 
research-led approach was obviously strongly  
 
influenced by, and strongly influenced, the 
research of Lisa grocott.¶
5:3—Exhibitions/initiated projects
The Studio Anybody initiated projects fo-
cussed conceptually on romantic love (with 
the exception of No One is an Island). This 
seemed, to us, to be an area of ideas that was 
seldom considered by artists and poorly con-
sidered by advertising and design. The latter 
simply utilised the tropes of romantic love in 
order to sell greeting cards, ice-cream or dia-
monds. And the former seemed to shun no-
tions of romantic love as trite and overly laden 
with traps of sentimentality and earnestness.
The studio was divided roughly in half (an 
uneven, fluctuating half, with 5 members) be-
tween romantics and cynics on love. This ten-
sion fed our projects and necessitated our deal-
ing with their pluralist outcomes. It was from 
this basis, within our initiated projects, that we 
were able to address an idea of collaborative 
practice that sat outside both conventional stu-
dio practice and the collective model of prac-
tice. By this, I mean to say that we were able to 
use collaboration as a generative methodology 
that allowed for uncertainty, multiple perspec-
tives and exploration, and resisted homogene-
ity and reductionism.
5:4—Teaching
My teaching prior to this study was informed 
by my studio practice—an experimental, re-
search-led practice. This, whilst being a good 
starting point, was also that, a starting point. I 
had yet to develop a pedagogical framework. 
§
There is a discussion of the 
Collaborative practice of Studio 
Anybody in 6:2 on page 7
¶
Process-led Research as an Integral 
Component of Graphic Design 
Practice by Lisa grocott 
or
Serendipity, Speculation and 
Studio Anybody by Lisa grocott
For both, see 1:5
4:1—Modernism
Catherine McCoy, prominent design educator 
and critic, discusses the expectations of mod-
ernism on the graphic designer in her article 
Countering the Tradition of the Apolitical Designer. 
She argues that, for graphic design, modern-
ism upheld the “ideal of the rationally objec-
tive professional. The graphic designer was to 
be the neutral transmitter of the client’s mes-
sages. Clarity and objectivity were the goal.”*
4:2—For all they cared
Nothing like a little modernist bashing. This 
is something that I’ve been revising in the last 
two or three years though. I’m still uncertain 
where my revising is taking me. It has become 
clear to me that the ideals under which mod-
ernism was established and prevailed were of  
 
their time and of merit. And there are a great 
many modernist graphic designers whom I 
admire and whose work I admire. Perhaps this 
is my next area of study.
4:3—Theoretical and formal objectives
I had originally intended to write a brief his-
tory of graphic design since the early seventies 
here, but quickly realised the error of my ways. 
It is important though, to acknowledge the 
debt this study owes to the people who worked 
to prise open graphic design and allow a little 
air in. These people are exemplified by, but not 
limited to, the following sequence of names: 
Jamie Reid, Jan van Toorn, Shelia Levrant de 
Bretteville, Milton glaser, Catherine McCoy, 
Neville Brody, and Émigré Magazine (Rudy  
 
Vanderlans and Zuzana Licko). The period 
these people signify constituted the break with 
modernism that allowed the people whose 
work I have more in common with, whom I 
see as contemporaries or direct influences, to 
emerge (for some of these, see 1:5 on page 3).
4:4—Collaboration
See 6:5, on page 8.
4:5—Projects
No One is an Island, Dear John and Is Not 
Magazine, See 7:1, 7:5 and 7:7, page 8.
4:6—Collaboration
See 6–6:5, starting on page 7.
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My teaching was rewarding, but it was only 
after it was informed by my research that it 
became a part of my practice, and flourished. 
This is discussed below in 5:9—education.
5:5—Magazine art direction
I currently art direct Monument magazine. 
This has been a fascinating shift in work cul-
ture, with plusses and minuses. I work directly 
with great people, but in a strange, corporate 
environment surrounded by other strange peo-
ple. Sales people. I work less collaboratively 
than in previous situations, but am enjoying 
the novelty and challenges of being responsi-
ble for the direction of this project. Monument 
is more conservative than previous projects 
and situations, which is at times frustrating, 
but also interesting—a learning experience in 
terms of perceptions, economics and politics. 
That being said, I have been pleased with the 
changes I have been able to make with Monu-
ment—both for my enjoyment and for the 
magazine’s sake.
5:6—Magazine design and publishing
Is Not Magazine. This project is open ended. 
At the moment I am a co-designer, co-pub-
lisher and to some extent a co-editor (to the 
extent that I contribute to the editorial direc-
tion of the magazine). 
But Is Not (the organization, not the maga-
zine) has other ambitions and possibilities—
some educational, some philanthropic, some 
commercial. There are possibilities here that 
may or may not eventuate, but importantly, it 
is an organization that embraces, as some of 
its core ideas, pluralism, social agency and a 
kind of enthusiastic earnestness.*
5:7—Freelance design projects
While Monument and Is Not Magazine (how-
ever different) allow for the serial exploration 
of an entity and set of ideas, freelance design 
commissions allow me to continue to explore 
the kind of bespoke projects that Studio Any-
body would undertake. This is an important 
space for exploring tangents and ideas, both 
conceptual and formal, that don’t exist else-
where in my practice. It is also a useful means 
of participating in limited and specific collabo-
rations.
5:8—Design research
Recently I spoke at an AgDA event in which I 
was supposed to talk about a project. It made 
the most sense to me to talk about my practice 
as a project. In this sense I see my practice as 
a research practice. Or I see my practice as the 
ongoing subject of my research. At the mo-
ment, what you are reading is the most up-to-
date documentation of this, but through each 
facet of my practice, a design research motive 
creeps.
5:9—Education
There are similarities between differences here. 
Like the differences between graphic design 
and communication design are similar to the 
differences between old ideas about teaching 
and new ideas about learning. The ideas that I 
have discussed as being central to my practice, 
and central to my research, are ideas that have 
centrally informed my pedagogical concerns. 
Pluralism, discursiveness, social agency and 
discovery-led methodologies are central ideas 
to the kind of student-centered learning that is 
at the core of my approach to education.
5:10—What lies beneath the surface 
See everything else in this document.
*
See 6:5 and 7:7 for more details 
on Is Not Magazine.
6—Collaborative
It took me a long time1 to realise just how crucial collaboration is, both 
to this study and to my ongoing practice (for they are, more and more, 
the same thing). And it’s a little disturbing to think that it took so long, 
considering my time with Studio Anybody. Perhaps this just means that 
I take collaboration so much for granted that it sat under my nose until I 
could no longer ignore it. I remember the pleasure of working collabora-
tively at the studio being in stark contrast to the individualist culture at 
university (which I remember ignoring as often as I could—three times, 
I think). I remember thinking that I never wanted to work on my own if I 
could work as I was working at the studio.
But collaboration seems a difficult thing to pin down. Which probably 
partly explains my interest in it as a working process. Each collaboration 
is different, they are constantly in flux, and they are difficult. But the pos-
sibilities that collaborations afford are, in my experience, more compel-
ling than even the most brilliant and uninhibited singular voice. Collabo-
rative practice is alchemy. And despite unpredictability in the process, 
alchemy is capable of creating something precious and rare from some-
thing ordinary and dull. These four collaborations (Studio Anybody,2 No 
One is an Island,3 Dear John4 and Is Not Magazine5) vary in scale, process 
and intent, and warrant some examination.
6:1—a long time
Three years—the gRC after Dear John.
6:2—Studio Anybody
The structure and processes of Studio Any-
body changed several times over our six years 
of collaboration. Our initial belief in a com-
plete lack of structure and hierarchy led us on 
interesting (and at times ill-informed) adven-
tures, but our shared interest in the processes 
of thinking and making led us to implement 
structures and roles that meant we worked 
more cohesively as a group by concentrating 
(loosely) on the areas that most interested us. 
The three ways that the studio worked were:
Groups of two or three—we would work on 
projects as they came in, with consideration 
given to how the job came to the studio and 
whom we thought best suited it. This worked  
 
reasonably well for a while, but we fell into a 
pattern of Jason and Lisa working together, 
Dean and I working together, and Dave work-
ing with both groups of two. This became re-
petitive, and we each wanted to work with the 
other people. There was also the problem that 
we were all, individually project managing, ac-
count/book keeping, client managing, etc. Do 
I need to discuss the problems with this idea?
All in—this was generally how our initiated 
projects ran. There was some structure, in 
terms of having an exhibition date/space, hav-
ing ideas that we wanted to explore, time aside 
to work on them, timelines for thinking, mak-
ing, critiquing, etcetera. But inevitably the 
breakthroughs only ever happened when one 
or two people left the room. Not a specific one 
or two—just that there were fewer people. We 
were very democratic about the whole thing.
Roles—eventually we discussed, theorised, 
planned and adopted individual roles that 
were devised (by us) to suit us and to make a 
workable studio model, based on our experi-
ence. This worked well, allowing us to con-
centrate on what we liked to do and admire 
the others flourishing at what they were doing. 
And it provided a logic through which to work 
together. My frustration with this model was 
only that I wanted to do everything (except 
account/book keeping). Taking account/book 
keeping away from someone such as myself 
was a really good idea. 
There’s something else though—throughout 
each of these modes/phases, we were all as-
tounded by what the others could do/think/say/
make. Me wanting to do everything was akin 
to wanting to play in their sandpit, with them.
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6:3—No One is an Island (also see 7:1)
This was mostly a Studio Anybody public de-
sign project (see 5:2), but didn’t include all 
members of the studio and did include Math-
an Ratinam – a close friend of and sometimes 
collaborator with the studio. Whilst the project 
was exciting and rewarding from the start, the 
stand-out moment (before the rally during 
which we distributed them) was a (reasonably 
heated) discussion about whether the project 
should be anonymous or credited to a group 
(the studio, the studio & Mathan, whatever…). 
Resembling Henry Fonda in Twelve Angry Men, 
Mathan won us over to the idea that it should 
go out anonymously. This was revealing of the 
effect (positive in this instance) that a new, or 
infrequent, collaborator may have on an exist-
ing working group.
6:4—Dear John
I remember the initial couple of meetings for 
Dear John, where the idea was coming into 
being. They were exciting, and it felt impor-
tant. This was an important part of the genesis 
of Dear John. At the time we were students 
together, with a lively and positive culture of 
debate and critique, but we had never worked 
together, and we came from very different 
backgrounds. 
Then I remember a meeting that Yoko was late 
to and as she walked in the rest of us were in 
the thick of rattling off funny ideas that we 
thought could become t-shirts for the website. 
Afterwards Yoko very tactfully brought to our 
attention that we were often critical of the way 
in which we were now working—that we hadn’t 
 
considered our audience, that we were just de-
signing artefacts based on what we though was 
funny, witty, relevant. It wasn’t really an inter-
vention. But it kind of was. After this discussion 
we developed a range of semi-fictional charac-
ters that helped us to flesh out an idea of our 
audience/s. This was, of course, invaluable. 
Over the course of Dear John; the group’s* 
combination of tentativeness, humour and 
straight-forwardness allowed the project to de-
velop with equal measures of strategy, humour 
and political acuity.
6:5—Is Not Magazine (See also 7:7)
This is probably the most difficult to discuss, 
because it’s current; and also probably because 
there are several ways to critique Is Not as a 
collaboration.
Within the publication, there is the collabora-
tive work which resulted in the initiation of 
the magazine—this occurred over about nine 
months and involved twice-weekly meetings 
and discussions. The ideas that became the 
magazine came slowly over this period from 
the range of weird ideas the five of us brought 
with us and developed together. This was a new 
experience of collaboration for me—work-
ing with people from a very diverse range of 
backgrounds† over that period of instigation. 
This kind of collaboration continues through 
our individual and collective dreaming of new 
projects that may or may not come directly or 
indirectly out of Is Not.
 
Then there is the group work that is involved in 
the day-to-day, month-to-month running of the 
magazine. This is the difficult, time and energy 
consuming work that is never evenly distrib-
uted, but is crucially important because it not 
only keeps the magazine active, it keeps the 
magazine funded.
Then there are the group meetings with con-
tributors. Once the dual themes of the forth-
coming edition have been settled on we have 
a meeting with around ten contributors. This 
meeting is an open conversation about the 
themes and the content of the issue. The 
themes themselves can be questioned and any 
content ideas can be put forward to be dis-
cussed. This is to see if the themes have legs, 
and to generate a range of ideas that have some 
affinity with them—having come out of the 
same conversation. This also allows these con-
tributors to know how their work sits next to 
others, and transfers ownership of the issue 
away from the initiators of the project. After 
these meetings we will often work individually 
with contributors to draw out links between ar-
ticles and ideas. And often there are ideas that 
come to the magazine from the public, from 
people who have no connection to the initia-
tors or contributors. New voices that add other 
perspectives to the project. This is the most 
satisfying evidence of there being a widening 
community for Is Not. 
So in terms of a collaborative situation, Is Not 
is partly collaboration, partly group work, and 
partly the activities of a community.
*
Initially:
Yoko Akama
Keith Deverell 
Stuart Geddes
Lisa Grocott 
Neal Haslem 
Josie Ryan 
Later:
Anna Farrago
Penny Modra
Mathan Ratinam
Dave Smith
†
Design, writing, photography, 
editing, advertising & 
psychology.
7—Projects
No One is an Island,1 Disclaimer Comics,2 Meanwhile,3 Moth Exhibition,4 
Dear John,5 Alpha/Comic Book,6 Is Not Magazine7
7:1—No One is an Island
This project was the first that I worked on 
within the parameters of this study. It was a 
collaborative project that I initiated with some 
members of Studio Anybody and one other 
friend. It was designed to coincide with the 
big Melbourne march in support of refugees 
in mandatory detention at the beginning of 
2002. It was a set of nine stickers and three 
blank badges.
The project utilised the existing and accepted 
form of protest badges but subverted the 
iconic black and red sloganeering language 
and visual dogma by using language that was 
positive and forward-looking, that was hopeful. 
More importantly though, to use the badges, 
you had to engage with them. You had to make 
decisions about what you were going to say 
and how you were going to say it. There were 
instructions that came with the badges and 
stickers. They asked the recipient to remember 
what was important, by customising the badg-
es with the stickers we provided, or by writing 
or drawing on them, or both. And to stick the 
remaining stickers on whatever would hold 
them. This left the authorship of the project, 
to a large degree, to the recipient. This open-
ended strategy was important to the people at 
the rally. That crowd was made up of a star-
tlingly diverse range of people. The badges 
were used in all of the ways we suggested and 
many more. People were glad of the positive 
approach, shared and discussed their messages 
with others in the crowd, and wore the badges 
for a long time after the rally.
This project felt really important. Because of 
the seriousness of the cause, and because of 
the way people reacted to the badges. The joy 
it spread in the face of bitter ill-feeling. 
7:2—Disclaimer Comics
This short series of (two) comics was to be a 
regular part of a zine that some friends pub-
lished. I seized the opportunity to explore the 
ideas I was pursuing in this study at the time, 
as well as to begin to develop the comic-mak-
ing practice I had idealised for so long. These 
comics are about apathy and indecision, as 
well as a certain paralysing horror at ‘the state 
of the world’. 
The short-lived nature of this project really 
reflects my narrative shortcomings and the 
beginnings of my quest for a project that was 
big enough, worthy enough for what I believed 
to be the scope of this study. This scale/worth 
paralysis became a fixture of my thinking 
throughout this study until I somehow forgot 
about it and shortly after found myself work-
ing on projects that would have fit my scale/
worth judgement anyway.
7:3—Meanwhile
Meanwhile was a class I co-wrote and co-
taught as a summer school subject in the 
school of Architecture and Design at RMIT. 
There were both architecture and communi-
cation design students and our goal was to 
investigate (through an exhibition and publica-
tion) new representations of architecture. The 
class settled on using the form of a comic to 
produce an experiential representation of the 
architectural projects completed in the previ-
ous semester. The architectural projects were 
situated in laneways that extended from three 
blocks of Little Bourke Street in Melbourne’s 
CBD. The comic narrative was simply a me-
andering walk through this area encountering 
the projects as one would from the street. 
I put to the class that I could write a text to 
accompany the comic panels that would tie 
into my research, and that would lend the 
projects a social context. This was accepted 
and I began agonising over what I would do. 
At the time (December and January 2003/4), 
the Bush government’s invasion of Iraq—with 
the Howard government’s participation—was 
imminent and it seemed that in the week 
that it would take to print the publication, 
we could have been at war. This seemed to 
dwarf the significance of anything that I could 
do with the text I had volunteered. I had 
also recently seen the film Adaptation. Andy 
Kaufman’s script had struck a chord with my 
research at the time and I was interested in the 
ambivalence that permeated my thoughts—the 
hopelessness that overwhelmed my thinking.
The text that I designed around these thoughts 
and events is rich with hand-wringing hope-
lessness and ambivalence at my role in all this. 
The text is set not as speech or even as thought 
but, in the comic tradition, as that of an ob-
serving narrator. The text is contextualised by 
newspaper headlines from the days preceding 
the completion of the project. Whilst I still en-
joy the strategy and thinking behind this text, 
its resolution is almost painful to read. I find 
myself wanting to slap the narrator and tell 
him to stop whining.
7:4—Moth Exhibition
This project came about through a mentorship 
program I was participating in for emerging 
designers run by Moth Design. The group of 
designers I was mentoring asked me to con-
tribute a piece to the exhibition that was the 
outcome of the program. After my experience 
with Meanwhile I was still interested in the use 
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of language and writing in relation to image, 
but also wanting to test the use of representa-
tions of language—still through observational 
captioning, but also through the implication 
of blank space. The exploration of comics was 
also continuing to develop as a mode of work-
ing. The triptych that I made for the exhibition 
reversed the image of refugees in Australia 
from being victims to being heroes—from 
outsiders to insiders. The captions refer to the 
protagonists as “our heroes” and “the weary 
travellers”, it positions them as hopeful and, 
eventually, disappointed by their discovery of 
an intolerant and hostile land. I was also ex-
ploring deletion as a means of opening up the 
narrative to the viewer and at the same time 
closing the narrative off from the heroes of the 
narrative. The speech bubbles of the protago-
nists were blank, as were the landscapes they 
find themselves in.
Whilst I enjoyed making these pieces, con-
ceptually and formally, I was irked by the way 
their meaning remained abstract. The ability 
of an audience to interact with them, to read 
them, seemed limited. Not that I was interest-
ed in going down the sloganeering, adbusting, 
turn-up-the-volume path. But between the 
disclaimer comics and this project, I think I’d 
reached the other end of the spectrum. Both 
seemed ineffectual to my mind. Although hav-
ing said that, I think the end of the spectrum 
I’d been lurking in remains a more thoughtful, 
contemplative place.
7:5—Dear John
Dear John marked the long-delayed return to 
collaborative projects in this study. Initiated by 
the group of masters students I was studying 
with, Dear John sought to engage the elector-
ate for the Australian 2004 federal election. It 
had two primary objectives. Firstly to contrib-
ute to a humiliating defeat of the Howard gov-
ernment; and secondly, it aimed to do this by 
promoting discourse, by starting conversations. 
The premise, of course, was that this project 
was a Dear John letter to John Howard. The 
material outcome of the project was a website 
that collected a range of free to download t-
shirt transfers, posters, stickers, screen-savers 
and Dear John letters. The project developed 
from our discovery that nearly 40 000 people 
had become eligible to vote since the previous 
election. Our idea was to make a project that 
people new to politics could identify with and 
engage with, that would reflect the difficult 
pluralism (or complexity) of issues at stake in 
this election. 
During the collaborative development of the 
project, through the months of conversation 
and planning, we came to the position that 
the site could be anti-Howard whilst still be-
ing open to various perspectives. In fact, it was 
imperative to the project’s authenticity that it 
had one fixed position and many open-ended 
responses. This did prove confusing to some; 
the Howard supporters who contacted us gen-
erally assumed that we were pro-Labour.
The works that appeared on Dear John var-
ied in their approach; some were forceful and 
belligerent, some were quiet and questioning, 
most were humourous and many were open-
ended. This range of work allowed visitors to 
the site to find a level of political voice that 
suited them and, in doing so, that they would 
be more comfortable displaying. This became 
the means by which the project, as a whole, 
responded to the need to stimulate discussion 
in the desired audience. 
It was through this project that I re-discovered 
the importance of collaborative practice to my 
research. Not, though, before I had initiated 
another project. As I’ve discussed elsewhere in 
this document, I’ve discovered that I’m most 
reflective of past projects through my work 
on subsequent projects. And so it was only 
through initiating a major individual work af-
ter the pleasure and success of Dear John that 
I realised the difficulty of discussing pluralism 
with myself.
7:6—Alpha/Comic Book
Alpha the Albino was intended to be the pro-
tagonist of a graphic narrative work I started 
to develop as a major project. The premise be-
ing that, in a magic-realist twist on the comic 
book medium, colour could carry ideas and 
influence people, and as an albino comic char-
acter (consisting of a lack of ink on the page), 
that Alpha could absorb and process this pig-
mentation. Alpha was developed slightly au-
tobiographically, sharing many of my traits of 
observation and quiet, long-winded processing 
of thoughts. The world that Alpha would in-
habit would be constantly in flux; colour, tex-
ture, typography and language would swirl and 
penetrate, would become part of the narrative 
structure. The experimentation with narrative 
structure would also be played out over vari-
ous formats and physical reading structures. 
Through various conversations and reflec-
tions though, the fabric of this project began 
to change. Alpha fell away as a main protago-
nist and the use of distinct narratives seemed 
less important. At this point I was interested 
in tracking and exploring the ideas of the re-
search through conversation–both overheard 
(incidental) and recorded (planned/designed). 
These conversations would be built up as a 
bank of vignettes that would, en masse, un-
cover traits, styles and structures of conversa-
tion in relation to the complex topics to be 
discussed. The form of the work I re-envisaged 
as an expansive wall piece that would track 
and categorise these recorded conversations. 
The illustrative style would change many times 
throughout the work to attempt to capture the 
range of voices that would populate it.
I ceased the development of this project for 
several reasons. Firstly for the reasons I have 
already mentioned regarding the difficulty of 
discussing pluralism with myself. Secondly I 
was wary of its potential to spiral into abstrac-
tion (as I felt the previous Moth pieces had). 
And finally because I had (in the meantime) 
co-initiated Is Not Magazine. This meant two 
things: that practically to do both would prove 
difficult, and that, as a collaborative project, 
it had already begun to develop along the 
lines of my research, but in directions that I 
couldn’t have foreseen and that were enriching 
my study in ways that Alpha could not.
7:7—Is Not Magazine
Is Not Magazine emerged as a separate project 
to my research but the two quickly became 
intertwined and are now, to me, inseparable. It 
began, in conversation with four friends (one 
other designer and three writer/editors), as a 
literary magazine and over the course of nine 
or so months, turned into something quite 
different. Is Not is now an intervention and 
a proposition. It questions the forms of com-
munication we are subject to in the city and 
proposes a deeper engagement with the spaces 
between ideas.
Is Not is published bi-monthly as a 2 x 1.5m 
bill poster and distributed as such to 50 street 
sites in and around Melbourne’s CBD and 
inner suburbs. It also appears in several bars, 
cafes and bookstores and is sold in the same 
format in bookstores in Melbourne and Syd-
ney. As it mainly exists in (reclaims/buys back) 
advertising space, it carries no advertising. But 
then, strangely, it becomes an ad; for complex-
ity, for pluralism, for itself—as a map of the 
city, its inhabitants and their ideas. We have 
since discovered four interesting historical 
precedents for the poster/magazine format.*
Somewhere between a zine, a newspaper, a 
poster/ad and a magazine, Is Not lives in over-
laps. It sets out to explore the spaces between 
ideas. Each issue has two themes (love/lust, 
seeing/believing, habit/addiction) that are (de-
pending on your point of view) in contrast, 
in opposition, in parallel; and which act as a 
catalyst for uncovering grey areas of meaning 
through a wide array of content. The content 
ranges from two to three thousand word fic-
tion and non-fiction features, to 160-charac-
ter (SMS length) flash fictions, to comics and 
crosswords. The overriding strategy for the 
content and design of Is Not is to uncover, in-
vestigate and promote pluralism.
Similar to Dear John, and probably more so, 
the interests and approach of the five people 
responsible for this collaboration vary. This 
has led the project to the rich and difficult 
terrain it finds itself in. The collaboration has 
been difficult, but rewarding, and Is Not re-
flects openly its conflicts and process. It also, 
importantly, reflects the enthusiasm and gen-
erosity of the people involved. There is an in-
vestment in the project of goodwill that allows 
it to continue without any revenue or external 
funding aside from bi-monthly launch/fun-
draising parties—these have developed into 
events that allow contributors, readers and 
sundry folk to meet and have further devel-
oped the community of people that Is Not, as 
a project, has initiated.
Viewing our project as something that would 
interact with its city, we were drawn to sev-
eral elements of the city: the visual vibrancy at 
street level (graffiti, stencilling, paste-ups and 
postering); communal reading areas (housing 
and community notice boards); and the way 
that people navigate on foot in Melbourne. 
This last point, whilst overdone as an identifier 
for Melbourne (there are countless references 
in tourist guides to Melbourne about our vi-
brant laneway culture), is still an important 
part of the city (not just the CBD) and has 
informed, structurally, the methods of my re-
search (see 1–1:8 starting on page 2). 
*
1. “In the centuries before 
there were newspapers and 
24-hour news channels, the 
general public had to rely on 
street literature to find out what 
was going on. The most popular 
form of this for nearly 300 years 
was ‘broadsides’ - the tabloids of 
their day. Sometimes pinned up 
on walls in houses and ale-hous-
es, these single sheets carried 
public notices, news, speeches 
and songs that could be read (or 
sung) aloud.” – http://www.nls.
uk/broadsides/
2. “Democracy Wall: A wall in 
the Xidan district in Beijing 
where, beginning in December 
1978, in line with the party’s 
policy of “seeking truth from 
facts,” activists in the democ-
racy movement recorded news 
and ideas, often in the form 
of big-character posters (q.v.). 
These activists were encouraged 
to criticize the Gang of Four 
and previous (failed) govern-
ment policies, but the wall was 
closed in December 1979 when 
the leadership and the com-
munist party system were being 
criticized along with past mis-
takes and leaders. The shutdown 
coincided with suppression of 
political dissent.” – http://www.
country-data.com/frd/cs/china/
cn_glos.html
3. Hunter S Thompson pub-
lished a poster magazine as a 
campaigning tool for his Freak 
Power party during the 1969 
& 1970 county sheriff elections 
in Aspen, Kansas, Berkeley and 
Los Angeles.
4. Most recently I discovered 
a Melbourne publication titled 
The Broadsheet that was pub-
lished, as a poster, between 
1967 & 1972. It was slightly 
larger than A2 and featured 
poetry and art (linocuts and 
etchings). Here are a couple of 
the issues:
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6:3—No One is an Island (also see 7:1)
This was mostly a Studio Anybody public de-
sign project (see 5:2), but didn’t include all 
members of the studio and did include Math-
an Ratinam – a close friend of and sometimes 
collaborator with the studio. Whilst the project 
was exciting and rewarding from the start, the 
stand-out moment (before the rally during 
which we distributed them) was a (reasonably 
heated) discussion about whether the project 
should be anonymous or credited to a group 
(the studio, the studio & Mathan, whatever…). 
Resembling Henry Fonda in Twelve Angry Men, 
Mathan won us over to the idea that it should 
go out anonymously. This was revealing of the 
effect (positive in this instance) that a new, or 
infrequent, collaborator may have on an exist-
ing working group.
6:4—Dear John
I remember the initial couple of meetings for 
Dear John, where the idea was coming into 
being. They were exciting, and it felt impor-
tant. This was an important part of the genesis 
of Dear John. At the time we were students 
together, with a lively and positive culture of 
debate and critique, but we had never worked 
together, and we came from very different 
backgrounds. 
Then I remember a meeting that Yoko was late 
to and as she walked in the rest of us were in 
the thick of rattling off funny ideas that we 
thought could become t-shirts for the website. 
Afterwards Yoko very tactfully brought to our 
attention that we were often critical of the way 
in which we were now working—that we hadn’t 
 
considered our audience, that we were just de-
signing artefacts based on what we though was 
funny, witty, relevant. It wasn’t really an inter-
vention. But it kind of was. After this discussion 
we developed a range of semi-fictional charac-
ters that helped us to flesh out an idea of our 
audience/s. This was, of course, invaluable. 
Over the course of Dear John; the group’s* 
combination of tentativeness, humour and 
straight-forwardness allowed the project to de-
velop with equal measures of strategy, humour 
and political acuity.
6:5—Is Not Magazine (See also 7:7)
This is probably the most difficult to discuss, 
because it’s current; and also probably because 
there are several ways to critique Is Not as a 
collaboration.
Within the publication, there is the collabora-
tive work which resulted in the initiation of 
the magazine—this occurred over about nine 
months and involved twice-weekly meetings 
and discussions. The ideas that became the 
magazine came slowly over this period from 
the range of weird ideas the five of us brought 
with us and developed together. This was a new 
experience of collaboration for me—work-
ing with people from a very diverse range of 
backgrounds† over that period of instigation. 
This kind of collaboration continues through 
our individual and collective dreaming of new 
projects that may or may not come directly or 
indirectly out of Is Not.
 
Then there is the group work that is involved in 
the day-to-day, month-to-month running of the 
magazine. This is the difficult, time and energy 
consuming work that is never evenly distrib-
uted, but is crucially important because it not 
only keeps the magazine active, it keeps the 
magazine funded.
Then there are the group meetings with con-
tributors. Once the dual themes of the forth-
coming edition have been settled on we have 
a meeting with around ten contributors. This 
meeting is an open conversation about the 
themes and the content of the issue. The 
themes themselves can be questioned and any 
content ideas can be put forward to be dis-
cussed. This is to see if the themes have legs, 
and to generate a range of ideas that have some 
affinity with them—having come out of the 
same conversation. This also allows these con-
tributors to know how their work sits next to 
others, and transfers ownership of the issue 
away from the initiators of the project. After 
these meetings we will often work individually 
with contributors to draw out links between ar-
ticles and ideas. And often there are ideas that 
come to the magazine from the public, from 
people who have no connection to the initia-
tors or contributors. New voices that add other 
perspectives to the project. This is the most 
satisfying evidence of there being a widening 
community for Is Not. 
So in terms of a collaborative situation, Is Not 
is partly collaboration, partly group work, and 
partly the activities of a community.
*
Initially:
Yoko Akama
Keith Deverell 
Stuart geddes
Lisa grocott 
Neal Haslem 
Josie Ryan 
Later:
Anna Farrago
Penny Modra
Mathan Ratinam
Dave Smith
†
Design, writing, photography, 
editing, advertising & 
psychology.
7—Projects
No One is an Island,1 Disclaimer Comics,2 Meanwhile,3 Moth Exhibition,4 
Dear John,5 Alpha/Comic Book,6 Is Not Magazine7
7:1—No One is an Island
This project was the first that I worked on 
within the parameters of this study. It was a 
collaborative project that I initiated with some 
members of Studio Anybody and one other 
friend. It was designed to coincide with the 
big Melbourne march in support of refugees 
in mandatory detention at the beginning of 
2002. It was a set of nine stickers and three 
blank badges.
The project utilised the existing and accepted 
form of protest badges but subverted the 
iconic black and red sloganeering language 
and visual dogma by using language that was 
positive and forward-looking, that was hopeful. 
More importantly though, to use the badges, 
you had to engage with them. You had to make 
decisions about what you were going to say 
and how you were going to say it. There were 
instructions that came with the badges and 
stickers. They asked the recipient to remember 
what was important, by customising the badg-
es with the stickers we provided, or by writing 
or drawing on them, or both. And to stick the 
remaining stickers on whatever would hold 
them. This left the authorship of the project, 
to a large degree, to the recipient. This open-
ended strategy was important to the people at 
the rally. That crowd was made up of a star-
tlingly diverse range of people. The badges 
were used in all of the ways we suggested and 
many more. People were glad of the positive 
approach, shared and discussed their messages 
with others in the crowd, and wore the badges 
for a long time after the rally.
This project felt really important. Because of 
the seriousness of the cause, and because of 
the way people reacted to the badges. The joy 
it spread in the face of bitter ill-feeling. 
7:2—Disclaimer Comics
This short series of (two) comics was to be a 
regular part of a zine that some friends pub-
lished. I seized the opportunity to explore the 
ideas I was pursuing in this study at the time, 
as well as to begin to develop the comic-mak-
ing practice I had idealised for so long. These 
comics are about apathy and indecision, as 
well as a certain paralysing horror at ‘the state 
of the world’. 
The short-lived nature of this project really 
reflects my narrative shortcomings and the 
beginnings of my quest for a project that was 
big enough, worthy enough for what I believed 
to be the scope of this study. This scale/worth 
paralysis became a fixture of my thinking 
throughout this study until I somehow forgot 
about it and shortly after found myself work-
ing on projects that would have fit my scale/
worth judgement anyway.
7:3—Meanwhile
Meanwhile was a class I co-wrote and co-
taught as a summer school subject in the 
school of Architecture and Design at RMIT. 
There were both architecture and communi-
cation design students and our goal was to 
investigate (through an exhibition and publica-
tion) new representations of architecture. The 
class settled on using the form of a comic to 
produce an experiential representation of the 
architectural projects completed in the previ-
ous semester. The architectural projects were 
situated in laneways that extended from three 
blocks of Little Bourke Street in Melbourne’s 
CBD. The comic narrative was simply a me-
andering walk through this area encountering 
the projects as one would from the street. 
I put to the class that I could write a text to 
accompany the comic panels that would tie 
into my research, and that would lend the 
projects a social context. This was accepted 
and I began agonising over what I would do. 
At the time (December and January 2003/4), 
the Bush government’s invasion of Iraq—with 
the Howard government’s participation—was 
imminent and it seemed that in the week 
that it would take to print the publication, 
we could have been at war. This seemed to 
dwarf the significance of anything that I could 
do with the text I had volunteered. I had 
also recently seen the film Adaptation. Andy 
Kaufman’s script had struck a chord with my 
research at the time and I was interested in the 
ambivalence that permeated my thoughts—the 
hopelessness that overwhelmed my thinking.
The text that I designed around these thoughts 
and events is rich with hand-wringing hope-
lessness and ambivalence at my role in all this. 
The text is set not as speech or even as thought 
but, in the comic tradition, as that of an ob-
serving narrator. The text is contextualised by 
newspaper headlines from the days preceding 
the completion of the project. Whilst I still en-
joy the strategy and thinking behind this text, 
its resolution is almost painful to read. I find 
myself wanting to slap the narrator and tell 
him to stop whining.
7:4—Moth Exhibition
This project came about through a mentorship 
program I was participating in for emerging 
designers run by Moth Design. The group of 
designers I was mentoring asked me to con-
tribute a piece to the exhibition that was the 
outcome of the program. After my experience 
with Meanwhile I was still interested in the use 
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of language and writing in relation to image, 
but also wanting to test the use of representa-
tions of language—still through observational 
captioning, but also through the implication 
of blank space. The exploration of comics was 
also continuing to develop as a mode of work-
ing. The triptych that I made for the exhibition 
reversed the image of refugees in Australia 
from being victims to being heroes—from 
outsiders to insiders. The captions refer to the 
protagonists as “our heroes” and “the weary 
travellers”, it positions them as hopeful and, 
eventually, disappointed by their discovery of 
an intolerant and hostile land. I was also ex-
ploring deletion as a means of opening up the 
narrative to the viewer and at the same time 
closing the narrative off from the heroes of the 
narrative. The speech bubbles of the protago-
nists were blank, as were the landscapes they 
find themselves in.
Whilst I enjoyed making these pieces, con-
ceptually and formally, I was irked by the way 
their meaning remained abstract. The ability 
of an audience to interact with them, to read 
them, seemed limited. Not that I was interest-
ed in going down the sloganeering, adbusting, 
turn-up-the-volume path. But between the 
disclaimer comics and this project, I think I’d 
reached the other end of the spectrum. Both 
seemed ineffectual to my mind. Although hav-
ing said that, I think the end of the spectrum 
I’d been lurking in remains a more thoughtful, 
contemplative place.
7:5—Dear John
Dear John marked the long-delayed return to 
collaborative projects in this study. Initiated by 
the group of masters students I was studying 
with, Dear John sought to engage the elector-
ate for the Australian 2004 federal election. It 
had two primary objectives. Firstly to contrib-
ute to a humiliating defeat of the Howard gov-
ernment; and secondly, it aimed to do this by 
promoting discourse, by starting conversations. 
The premise, of course, was that this project 
was a Dear John letter to John Howard. The 
material outcome of the project was a website 
that collected a range of free to download t-
shirt transfers, posters, stickers, screen-savers 
and Dear John letters. The project developed 
from our discovery that nearly 40 000 people 
had become eligible to vote since the previous 
election. Our idea was to make a project that 
people new to politics could identify with and 
engage with, that would reflect the difficult 
pluralism (or complexity) of issues at stake in 
this election. 
During the collaborative development of the 
project, through the months of conversation 
and planning, we came to the position that 
the site could be anti-Howard whilst still be-
ing open to various perspectives. In fact, it was 
imperative to the project’s authenticity that it 
had one fixed position and many open-ended 
responses. This did prove confusing to some; 
the Howard supporters who contacted us gen-
erally assumed that we were pro-Labour.
The works that appeared on Dear John var-
ied in their approach; some were forceful and 
belligerent, some were quiet and questioning, 
most were humourous and many were open-
ended. This range of work allowed visitors to 
the site to find a level of political voice that 
suited them and, in doing so, that they would 
be more comfortable displaying. This became 
the means by which the project, as a whole, 
responded to the need to stimulate discussion 
in the desired audience. 
It was through this project that I re-discovered 
the importance of collaborative practice to my 
research. Not, though, before I had initiated 
another project. As I’ve discussed elsewhere in 
this document, I’ve discovered that I’m most 
reflective of past projects through my work 
on subsequent projects. And so it was only 
through initiating a major individual work af-
ter the pleasure and success of Dear John that 
I realised the difficulty of discussing pluralism 
with myself.
7:6—Alpha/Comic Book
Alpha the Albino was intended to be the pro-
tagonist of a graphic narrative work I started 
to develop as a major project. The premise be-
ing that, in a magic-realist twist on the comic 
book medium, colour could carry ideas and 
influence people, and as an albino comic char-
acter (consisting of a lack of ink on the page), 
that Alpha could absorb and process this pig-
mentation. Alpha was developed slightly au-
tobiographically, sharing many of my traits of 
observation and quiet, long-winded processing 
of thoughts. The world that Alpha would in-
habit would be constantly in flux; colour, tex-
ture, typography and language would swirl and 
penetrate, would become part of the narrative 
structure. The experimentation with narrative 
structure would also be played out over vari-
ous formats and physical reading structures. 
Through various conversations and reflec-
tions though, the fabric of this project began 
to change. Alpha fell away as a main protago-
nist and the use of distinct narratives seemed 
less important. At this point I was interested 
in tracking and exploring the ideas of the re-
search through conversation–both overheard 
(incidental) and recorded (planned/designed). 
These conversations would be built up as a 
bank of vignettes that would, en masse, un-
cover traits, styles and structures of conversa-
tion in relation to the complex topics to be 
discussed. The form of the work I re-envisaged 
as an expansive wall piece that would track 
and categorise these recorded conversations. 
The illustrative style would change many times 
throughout the work to attempt to capture the 
range of voices that would populate it.
I ceased the development of this project for 
several reasons. Firstly for the reasons I have 
already mentioned regarding the difficulty of 
discussing pluralism with myself. Secondly I 
was wary of its potential to spiral into abstrac-
tion (as I felt the previous Moth pieces had). 
And finally because I had (in the meantime) 
co-initiated Is Not Magazine. This meant two 
things: that practically to do both would prove 
difficult, and that, as a collaborative project, 
it had already begun to develop along the 
lines of my research, but in directions that I 
couldn’t have foreseen and that were enriching 
my study in ways that Alpha could not.
7:7—Is Not Magazine
Is Not Magazine emerged as a separate project 
to my research but the two quickly became 
intertwined and are now, to me, inseparable. It 
began, in conversation with four friends (one 
other designer and three writer/editors), as a 
literary magazine and over the course of nine 
or so months, turned into something quite 
different. Is Not is now an intervention and 
a proposition. It questions the forms of com-
munication we are subject to in the city and 
proposes a deeper engagement with the spaces 
between ideas.
Is Not is published bi-monthly as a 2 x 1.5m 
bill poster and distributed as such to 50 street 
sites in and around Melbourne’s CBD and 
inner suburbs. It also appears in several bars, 
cafes and bookstores and is sold in the same 
format in bookstores in Melbourne and Syd-
ney. As it mainly exists in (reclaims/buys back) 
advertising space, it carries no advertising. But 
then, strangely, it becomes an ad; for complex-
ity, for pluralism, for itself—as a map of the 
city, its inhabitants and their ideas. We have 
since discovered four interesting historical 
precedents for the poster/magazine format.*
Somewhere between a zine, a newspaper, a 
poster/ad and a magazine, Is Not lives in over-
laps. It sets out to explore the spaces between 
ideas. each issue has two themes (love/lust, 
seeing/believing, habit/addiction) that are (de-
pending on your point of view) in contrast, 
in opposition, in parallel; and which act as a 
catalyst for uncovering grey areas of meaning 
through a wide array of content. The content 
ranges from two to three thousand word fic-
tion and non-fiction features, to 160-charac-
ter (SMS length) flash fictions, to comics and 
crosswords. The overriding strategy for the 
content and design of Is Not is to uncover, in-
vestigate and promote pluralism.
Similar to Dear John, and probably more so, 
the interests and approach of the five people 
responsible for this collaboration vary. This 
has led the project to the rich and difficult 
terrain it finds itself in. The collaboration has 
been difficult, but rewarding, and Is Not re-
flects openly its conflicts and process. It also, 
importantly, reflects the enthusiasm and gen-
erosity of the people involved. There is an in-
vestment in the project of goodwill that allows 
it to continue without any revenue or external 
funding aside from bi-monthly launch/fun-
draising parties—these have developed into 
events that allow contributors, readers and 
sundry folk to meet and have further devel-
oped the community of people that Is Not, as 
a project, has initiated.
Viewing our project as something that would 
interact with its city, we were drawn to sev-
eral elements of the city: the visual vibrancy at 
street level (graffiti, stencilling, paste-ups and 
postering); communal reading areas (housing 
and community notice boards); and the way 
that people navigate on foot in Melbourne. 
This last point, whilst overdone as an identifier 
for Melbourne (there are countless references 
in tourist guides to Melbourne about our vi-
brant laneway culture), is still an important 
part of the city (not just the CBD) and has 
informed, structurally, the methods of my re-
search (see 1–1:8 starting on page 2). 
*
1. “In the centuries before 
there were newspapers and 
24-hour news channels, the 
general public had to rely on 
street literature to find out what 
was going on. The most popular 
form of this for nearly 300 years 
was ‘broadsides’ - the tabloids of 
their day. Sometimes pinned up 
on walls in houses and ale-hous-
es, these single sheets carried 
public notices, news, speeches 
and songs that could be read (or 
sung) aloud.” – http://www.nls.
uk/broadsides/
2. “Democracy Wall: A wall in 
the Xidan district in Beijing 
where, beginning in December 
1978, in line with the party’s 
policy of “seeking truth from 
facts,” activists in the democ-
racy movement recorded news 
and ideas, often in the form 
of big-character posters (q.v.). 
These activists were encouraged 
to criticize the gang of Four 
and previous (failed) govern-
ment policies, but the wall was 
closed in December 1979 when 
the leadership and the com-
munist party system were being 
criticized along with past mis-
takes and leaders. The shutdown 
coincided with suppression of 
political dissent.” – http://www.
country-data.com/frd/cs/china/
cn_glos.html
3. Hunter S Thompson pub-
lished a poster magazine as a 
campaigning tool for his Freak 
Power party during the 1969 
& 1970 county sheriff elections 
in Aspen, Kansas, Berkeley and 
Los Angeles.
4. Most recently I discovered 
a Melbourne publication titled 
The Broadsheet that was pub-
lished, as a poster, between 
1967 & 1972. It was slightly 
larger than A2 and featured 
poetry and art (linocuts and 
etchings). Here are a couple of 
the issues:
Page ½b
Page ½d
7:3—Meanwhile
One example of comics made by students.
7:7—Is Not Magazine
Issues 1–7, see following pa es for larger reproduction.
7:4—Moth Exhibition
Installed, and individual works.














Exploring the complexity2 
of social experience,3 as a 
communication design4 
practitioner,5 through 
collaborative6 projects.7
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So in summary (as much as is possible)—
This research revealed to me that communication 
design exists as a component of society, the con-
structed social world.3 Communication design is, 
in fact, only one more thing that people use to try 
to communicate.4 This means that it is every bit 
as convoluted, complicated, fraught, idiosyncratic, 
dysfunctional and poetic as other forms of human 
communication.2 In a way I’m saying that mini-
malism is inhuman, robotic. In this study, in these 
projects,7 I’ve developed methods and conceptual 
frameworks by which to navigate, work with and 
enjoy this idea, primarily by using collaboration6 
as a generative strategy that acts as a microcosm 
of a community, or more loosely, a society. This has 
resulted in a re-evaluation of and shift in my prac-
tice5 involving a conscious drawing-together of the 
various threads of my practice, and a shift in em-
phasis including publishing and publication design 
as core activities. It sounds pretty simple now. All 
spelled out like that. But it wasn’t.1
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